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VIOLIN EXERCISE 701 
Double Stopping 
Although the bowing indications in this Exercise commonly call for one stroke to the measure, 
will find it best to begin by playing only a quarter or a half of a measure in one stroke. 
In this way, you can play very slowly, listen intently, and make any adjustments t ,hat may be 
ssary in your finger placement. At first, you should judge your work according to absolute cor-
ness of intonation, purity of tone, and balance of strength between the two tones in each double 
nece 
re ct 
stop. Fluency will develop gradually without any particular attention on your part, if you will simply 
k persistently toward these primary objectives. wor 
tice 
~ 
@ 
@ 
tJ 
-
"'.I 
tJ 
~ 
. 
l l 
~ 
Limit yourself to one or two of the two-measure patter11s, for the double stop work of any prac-
session. An effort to run through too much material of this kind predisposes one to carelessness. 
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VIOLIN EXERCISE 702 
Double · Stopping 
If you find the sixths in this Exercise hard to play, it may be of some comfort to you to know 
that consecutive sixths are admittedly difficult for all violinists , owing to the complications inherent 
in their fingering· . For this reason, they are largely avoided ,by composers of music for the violin 
who understand the instrument. However, the ·occasional practice of scales in sixths is valuable; 
the fast thinking and ingenious manipulation of the left hand needed for sixths , make the solution of 
other technical problems comparatively easy. 
Your special concern in your work on this Exercise must be to prevent open strings from sound-
ing while the left hand is making its adjustments for fingering. Practice very slowly at first, with 
detached s,ingle strokes, so that you may have every opportunity to prevent the sounding of open 
strings. by sliding your fingers from one string to another. In your later practice, slur two and four 
double stops to each stroke of the bow. 
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VIOLIN EXERCISE 703 
Broken Chords 
Seventh chords and tr"iads 
This Exercise has · special interest from a harmonic standpoint, and illustrates effectively how 
your knowledge of Harmony can be put to valuable use in classifying and clarifying musical materials: 
As you will observe, the first two measures consist of the dominant seventh chord of the key of 
Al>, in broken form and in the first inversion. (See Lessons 84 and 87, HARMONY.) 
The third measure represents the broken seventh chord on the first degree of the AP scale, in root 
form. (See Lesson 93, HARMONY.) 
The fourth measure is made from the broken tonic triad, with supertonic inserted as a passing 
tone. (See Lesson 107, HARMONY.) 
Altogether, these broken chords establish a pattern which is applied to other tonalities through-
out the Exercise, and it will help you to gain technical mastery of the broken chords if you will keep 
this pattern in mind. 
Select only one or two lines for use in any daily practice period. Try first for precision of into-
nation, and you will find that fluency follows. Begin your practice as slowly as if each note were a 
quarter note instead of a sixteenth note. 
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VIOLIN EXERCISE 751 
Broken Chords 
.Dominant and diminished seventh chords 
trate 
urall 
In your practice of this Exercise, follow a plan of selecting two or three lines daily for concen-
d attention, and come as close as you can to absolute perfection of intonation. This means, nat-
y, that you must begin your practice at a very slow tempo. 
brok 
Section (a) is given to broken dominant seventh chords, and sections (b) and (c) are made up of 
en diminished seventh chords. For a discussion of fingerings for broken seventh chords through 
three octaves, refer to Lesson 119, TECHNIC. SCHRADI-ECK 
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VIOLIN EXERCISE 752 
Bowing 
Varied howings 
If you have ever heard a great artist practice, it is probable that you have been impressed by 
the frequency with which he picks out some melodic fragment and labors with it for a long time, be-
fore going on. 
This is the kind of practice which you will find most profitable in connection with this Exercise. 
There is nothing difficult in the material set forth in section (a), nor in the bowing variants out-
lined in section (h). Your problem is to discover, through this material, new possibilities of refining 
your bowing, and of bringing it to new heights of expressiveness. You must study carefully the 
notation, to see how the variants are supposed to differ from .one another. You must also listen 
critically to make sure that you have correctly translated the notation into sound. 
Review Lesson 93, TECHNIC, in order that you may have in mind numerous points on bowing 
which are applicable to this Exercise. For the pi(J/ll,issimo effect indicated, place the bow well to- . 
ward the broad end of the fingerboard. 
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VIOLIN EXERCISE 753 
Harmonics 
Artificial harmonics based upon 
peifect fifths) large and small thirds) and octavesj natural double harmom:cs 
Section (a) of this Exercise is devoted to chromatic progressions developed from harmonics above 
the perfect fifth, the large third, and the small third . (See Lessons 73, 76, and 81, TECHNIC.) 
Harmonics which are based upon the small third, are not so easy to sound as those which are 
based upon larger intervals; in playing them, it is particularly necessary that you observe the proce-
dure outlined in Lesson 88, TECHNIC. The finger which stops the string must press it very firmly 
to the fingerboard, and the finger which touches the string at the node must make its exact contact very 
lightly. 
If your hand is small, you may find it feasible to practice only the parts of section (b) which lie 
fn the higher Positions, as the section contains artificial harmonics based upon the interval of the 
octave, and they require a considerable extension of the span of the hand in most cases. Fortunately; 
these are not often used. (See Lesson 87, TECHNIC .) 
Read the part of Lesson 87, TECHNIC, which discusses double harmonics, for your guidance in 
practicing section (c). These are all natural double harmonics, and you may sometimes find that you 
have to place your fingers a little higher on the fingerboard than you are accustomed to place them fOI' 
stopped tones of the same indicated pitch. The point involved here is, that when a string is pressed down 
to the fingerboard, as in regular stopping, its tension is increased slightly, and the pitch of the string it-
self is raised a little. Consequently, many stopped tones (especially those which are high on the finger-
board) have to be played a little lower than harmonics of the same pitch. For a convincing demonstration 
of this fact, simply sound a harmonic at the half-way point on the E string, then press the string down 
to the fingerboard. You will observe that the pitch rises approximately a quarter of a step. The de-
pressed skin area of the finger in stopped tones is lessened in the harmonic, bringing the point of 
contact closer to the center of the finger pad. 
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